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Introduction  
 
Even though the term feminism appears to be constantly present in the mass 
media, it seems that it is now more confusing than ever. Analysis of media images of 
women was at its peek during the second wave of feminism in the 1970s and 1980s. 
Now, however, there seems to be the absence of a genuine feminist critique of the 
ways how women are represented in the media and in fashion magazines in particular. 
As suggested by some feminist scholars, for example Sarah Gamble, one of the 
reasons for the absence of an extensive critique of fashion industry is the general 
opinion that such critique is unnecessary. Unnecessary in a sense that the 
contemporary media offers variety of women images without claiming and 
demanding beauty standards and gender normativity as it was seen in previous 
decades. Some, for instance Susan Bordo, argue that feminist activism as it was 
present during the second wave of feminism in the 1970s is nowadays obsolete. As 
suggested by Angela McRobbie and Susan Faludi, possibly, patriarchal ideology is 
carefully masked and distributed within the fashion industry where the fashion 
photography serves as a tool of propaganda. Being an inherent part of the fashion 
industry and having a role of the advertiser, fashion photography is a genre that 
represents the fantasy world of fashion addressing potential customers to invest in the 
product. Nevertheless, various fashion and visual scholars claim that the genre of 
fashion photography is underestimated by academia since it is seen merely as an 
advertiser. Sharing the opinion with some of these scholars, I will address the genre of 
fashion photography through investigating in what ways representation of women in 
the works of a Russian fashion photographer Masha Demianova is in accordance with 
feminist ideas. 
Masha Demianova is a young fashion photographer from Moscow in her late 
twenties. She started working in the fashion industry as an assistant in photo shoots 
soon becoming a photographer herself. Most of the time the subjects of her 
photographs are women and she usually works with the people already known to her, 
thus the relationship between the photographer and the model seems more open, 
resulting in personal and intimate photographs (fig. 1). Participating in variety of 
international projects, Masha Demianova often works abroad, however, the fact that 
she is from Russia is important to her: “I think Russian people are very passionate. 
It’s a very strange mix: Russia is messy and chaotic like Asia, but at the same time 
extremely cold and distant, as people are restrained from the outside, but with an 
uncontrolled fire in them. I feel the same in me” (Carli, 2013). Demianova offers 
various depictions and representation of Russian women, thus not only can we see her 
personal attitudes towards women representation in fashion photography, but also to 
draw possible conclusions concerning such representations specifically in relation to 
Russian society. Discussing Demianova’s work in the context of feminism will enable 
us to see the potential of the genre of fashion photography to go against the grain and 
bring forward more empowering representations of women.  
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Demianova’s work will be discussed in three chapters. The first chapter will 
discuss the connection between the gender normativity and the concept of the female 
gaze. The concept of the female gaze is often linked to writing of Laura Mulvey in 
relation and opposition to a more traditional male gaze in cinema. However, the scope 
of the term goes beyond cinema and is often discussed in the mass media and women 
fashion magazines. The gender codes of femininity that are historically embedded in 
women representation of our culture appear in traditional European oil painting of 
female nudes and can be connected to female representation in advertising discussed 
by Erwin Goffman. Even though the codes of femininity in women representation are 
still employed as norms and standards, there are possible ways of resistance, 
challenging the usual approach of fashion photography.    
Following the background of gender normativity and historical codes of 
femininity, the second chapter will focus on the complexity of the term feminism. In 
contrast to previous waves of feminism, contemporary understanding of feminism is 
rather ambiguous and often misleading, resulting in erroneous misconceptions and 
stereotypes. Discussing the debate between the third-wave feminists and postfeminists 
enables the understanding of the situation in the contemporary feminism. Moreover, 
developments of feminism will be also addressed by Valerie Sperling and Helena 
Goscilo paying closer attention to feminism in Russia. Generally attributed to the 
history of the West, feminism in Russia is rather a problematic concept, therefore I 
will analyse the “women question” in the Soviet, post-Soviet and contemporary 
Russia.  
Finally, the third chapter will investigate the genre of fashion photography both 
in the West and in Russia, once again paying attention to historical and political 
specificities of these different cultures. Crucial developments of the fashion 
photography are related to youth revolutions of the 1960s and shift towards realistic, 
almost documentary approach in the fashion photography of the 1990s. These 
developments to a great extend echo in the contemporary photography in the West 
and in Russia. Problematic issues of the fashion photography and these very important 
changes will be discussed in relation to the future of fashion photography as a 
platform for positive and empowering representation of women rather than a tool of 
gender normativity propaganda.  
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Chapter 1  
Images of Women by Women  
 The	   theme	   of	   the	   female	   gaze	   in	   photography	   greatly	   partakes	   in	   recent	  discussions	  within	   the	   field	  of	   contemporary	  visual	   culture.	  Moreover,	   some	  of	  the	  latest	  tendencies	  in	  fashion	  photography	  suggest	  an	  emerging	  female	  gaze	  of	  women	  photographers.	  The	  concept	  of	  the	  female	  gaze	  is	  often	  linked	  to	  writings	  of	  Laura	  Mulvey	  in	  relation	  and	  opposition	  to	  the	  more	  traditional	  male	  gaze	  in	  cinema.	  However,	   the	  scope	  of	  the	  term	  goes	  beyond	  cinema	  and	  is	  more	  often	  discussed	  in	  mass	  media	  and	  women	  fashion	  magazines.	  As	  a	  part	  of	  one’s	  body,	  the	  gaze	  also	  is	  perceived	  as	  a	  tool	  within	  a	  power	  system	  of	  our	  society.	  Visual	  representation	   of	   women’s	   bodies	   in	   media	   more	   often	   reinforces	   body	  normativity,	   only	   seldom	   challenging	   these	   common	   norms	   in	   our	   western	  society,	  playing	  an	  important	  role	  in	  formation	  of	  identities.	  Among	  other	  media,	  Susan	  Bordo	  discusses	  the	  body	  normativity	  present	  in	  fashion	  photography	  also	  mentioning	  possible	   resistance	   to	   the	  norms	   and	   alternative	  ways	  of	   depicting	  women.	  As	  spectators	  we	  direct	  our	  gazes	  towards	  images	  of	  women	  produced	  by	   fashion	   photographers	   and	   the	   models	   of	   these	   images	   are	   bearers	   of	   our	  looks.	   Links	   between	   perspectives	   of	   the	   photographer,	   the	   model	   and	   the	  spectator	   will	   be	   addressed	   to	   examine	   how	   the	   female	   gaze	   is manifested	   in	  production	   and	   reception	   of	   women	   imagery.	   Some	   of	   the	   most	   defining	   and	  prominent	  ways	   of	  women	  depiction	   employ	   so-­‐called	   gender	   codes	   signalling	  clear	  signs	  of	  femininity,	  according	  to	  Erving	  Goffman.	  Analysing	  photographs	  of	  Masha	   Demianova	   and	   several	   other	   fashion	   photographers,	   this	   chapter	   will	  address	  visual	  representation	  of	  women	  in	  three	  parts:	  paying	  closer	  attention	  to	  the	  concept	  of	  the	  body,	  defining	  it’s	  power	  of	  resistance	  in	  our	  society;	  gender	  codes	  of	   femininity	   that	  have	   roots	   in	   traditional	  European	  nude	  painting;	   and	  women	   artists	   whose	   concern	   since	   the	   1970s	   and	   1980s	   is	   to	   challenge	  dominant	  ways	  of	  visual representation of women.	  	  
 
 
Looking bodies. 
 In	  order	  to	  understand	  the	  importance	  of	  representation	  of	   female	  bodies	  in	  fashion	  photography,	  it	  is	  necessary	  to	  examine	  the	  concept	  of	  the body	  closer.	  The	   human	   body	   is	   a	   medium	   of	   culture,	   not	   only	   in	   ways	   we	   deal	   with	   our	  bodies,	   for	   example,	  what	  we	   eat,	   how	  we	   dress	   or	   exercise,	   but	   also	   our	   face 
expressions	   and	   body	   language (Bordo, 1993). In short, our bodies are our 
communication tools, our tools of power. The relation between body and power was 
to a great extent initiated by feminist scholars and largely continued by 
poststructuralist philosophers among whom were Michael Foucault and Judith Butler.  
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Foucault distinguishes two aspects of the body – the intelligible and the useful 
body. The intelligible body is explained as an object of knowledge, what and how we 
know the body, for instance, from the biological, anatomical and psychological 
perspectives. Moreover, the knowledge of the body was only possible because of the 
power disciplinary educational institutions (McLaren, 2002). In addition, the 
intelligible body includes our cultural understanding of what is expected of one’s 
body, norms of health and beauty. The useful body, on the other hand, is explained 
through its functioning as a socially adapted body that is shaped, trained and 
disciplined (Bordo, 1993). Nevertheless, these two aspects of the body are united in a 
way that bodies “are always already invested with cultural meanings and cultural 
meanings inscribed on the body have real physical and political effects” (McLaren, p. 
108). Paradoxically the power over one’s body is exercised through subjective and 
individual self-discipline and self-surveillance. Foucault claims that an inspecting 
gaze is so powerful, that a person becomes one’s own overseer and inspector (Bordo, 
1993).  
Examination of the body concept was continued in Judith Butler’s seminal work 
Bodies That Matter: On Discursive Limits of “Sex” first published in 1993. Once 
again connecting body to power in our general understanding of materiality of the 
body, Butler points out the danger of naturalization and normativity related to sex and 
gender, when the cultural construction of one’s gender and body is ignored. Through 
such normativity the body and gender become understood as a regulation: “Sex is, 
thus, not simply what one has, or a static description of what one is: it will be one of 
the norms by which the “one” becomes viable at all, that which qualifies a body for 
life within the domain of cultural intelligibility” (Butler, 2011 [1993], p. xii).  
When the body is fixed and perceived as a gender, and when one’s body is a 
female body, “a woman” is what one is, a personal characteristic. One of the ways 
how this gendered personal characteristic is emphasized and pushed as a normative is 
seen in visual representation. As a part of magazines targeted mainly at female 
audience, fashion photography participates in the gender normativity discourse, since 
it shows, regulates and influences how women should look and what they should do 
to acquire that look. Thus, the role and responsibility of fashion photography in 
construction of what it means to be a woman in contemporary society are undeniable.  
The above-mentioned gaze, inspectional or self-disciplined, is directed to 
oneself but also to others. Our bodies are being observed by others and we observe 
bodies of others when we communicate in our everyday lives, but also when we see 
the visual representation of bodies, for example, in fashion magazines. Thus, the gaze 
is an integral part of the body, and is directed outward and inward. The concept of the 
gaze is often linked to writings of Jacques Lacan, who popularized the term in his 
psychoanalytic seminars during the 1970s. The gaze, as Lacan claimed, cannot be 
seen as such, but one can be looked at, and thus become an object to the gaze (Foster, 
1996). The distinction between human as subject and object is of great importance. As 
an object of the gaze, one becomes dehumanized. Examples of objectification and 
dehumanization in visual representation can be often seen in fashion imagery, for 
example, in Miles Aldridge’s photo shoot Mannequin Thriller for Vogue Italia from 
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2013, depicting models as plastic mannequins in an obvious straight-forward way 
(fig. 3, 4) and Ellen Von Unwerth’s Barbie series for Vogue Japan from 2015 (fig. 5). 
Among other issues, the objectification and sexualisation of women in fashion 
photography takes an important place within feminist discourse. One of the most 
typically employed ways of sexualised women depiction in fashion photography often 
involves provocatively dressed models lying on the floor, thus signifying their sexual 
availability. One of many examples of such depiction is Alessio Bonzoni’s Ordinary 
Accidents for Gray Magazine from 2012 (fig. 6) portraying group of women falling 
on the ground and ‘taken care of’ by men. Some photographs of this series 
disturbingly resemble cinematic rape scenes emphasizing weakness and 
unconsciousness of women (their eyes are closed), whose objectification is 
emphasized by avoiding depiction of their faces – individuality. In a photo shoot The 
Lady Don’t Mind for U+Mag from 2014, Masha Demianova places the model in a 
seemingly similar pose – lying on the floor in a restaurant (fig. 7). However, 
Demianova’s model is not only present and conscious, but she also directly looks at 
the viewer with dissatisfied facial expression. It seems as if she accidentally fell on 
the ground and is on her way to stand up independently. Her body is completely 
covered by a bright white pant suit with no explicit or implicit sexual connotations.  
Visual representation of women for male spectators has been widely discussed 
by Laura Mulvey in her famous essay Visual Pleasure and Narrative Cinema in 1975. 
Even though her writing mostly deals with cinematic representation, a discussion on 
the male gaze goes beyond it and thus can be applied to the visual representation of 
women in the fashion photography. Mulvey distinguishes and refers to two ways of 
pleasurable looking from a psychoanalytical point of view: “The first, scopophilic, 
arises from pleasure in using another person as an object of sexual stimulation 
through sight. The second, developed through narcissism and the constitution of the 
ego, comes from identification with the image seen” (Mulvey, 2010 [1975], p. 60). 
Pleasurable looking is active and works both ways – when we look and we are looked 
at. However, the active looking is historically allocated to men and passive bearing of 
the look to women (Mulvey, 2010 [1975]). Controlling and curious male gaze 
directed at unknowing and unwilling female is no less present in fashion photography. 
It is true that the main audience of female fashion magazines are women, but the male 
gaze is still involved. Although it is the female spectator of the fashion images who 
identifies herself with what she sees, usually it is implied that by acquiring a certain 
look, she would have bigger chances to become desired by a male spectator in real 
life.  
Most likely the majority of the female spectators of fashion images will 
succumb to the pressure to look and be desirable or powerful or both (depending on 
the message brought forward). Nevertheless, where there are discussions about power 
and normativity, there is a space for resistance and rebellion. Fragmented and 
contradictory attitude toward bodies in contemporary culture is actually nothing 
particularly new. Susan Bordo has referred to discussion about resistance to body 
normativity back in the 1990s pointing out that celebratory mood of postmodern 
authors is far-fetched:  
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“What Foucault himself recognized and his more postmodern followers 
sometimes forget is that resistance and transformation are historical processes. 
Instead, intoxicated with the interpretive and creative possibilities of cultural 
analysis, they neglect to ask themselves what is actually going on in the culture 
around them” (Bordo, 1993, p. 295).  
 
Statistics and media coverage of various issues related to body image and perception 
is nowadays clearly more present. On the other hand, there seems to be more 
possibilities of resistance to body and gender normativity in present time. We should 
be alert to the examples, especially in media imagery, that seemingly portray and 
advertise female resistance to cultural norms of beauty while actually reinforcing 
those norms (Bordo, 1993). Resistance to body norms as such is questioned and 
analysed. Questions concerning the consequences of resistance on individual and 
communal levels are raised more often, suggesting the more apparent presence of this 
issue in public domain (Bobel & Kwan, 2011). In spite of the fashion photography 
being a tool to deliver body normativity to people, it also can (and should) be a space 
to challenge those norms.  
In order to discuss possible resistance to body normativity brought forward by 
fashion imagery, I suggest to consider Demianova’s photograph from series Suburbia 
from 2013 (fig. 1) in comparison with another young female photographer from 
Argentina, working in fashion industry, Romina Ressia’s work Childhood from 2015 
(fig. 2). Photo shoot Suburbia was made for The Calvert Journal illustrating attraction 
of the Moscow’s suburbs to young Russian fashion designers, whereas Ressia’s work 
appeared in and was acknowledged by Vogue Italia. In these cases the word 
resistance is taken perhaps too literally, since both girls in the photographs are 
holding guns – a clear symbolic indication of an aggressive and violent resistance. 
Both depicted young women are in straight static poses; they seem conscious of the 
gaze towards them thus claiming not being silent bearers of the look. They look 
directly and confidently at the viewer. Sharing some similarity, these photographs are, 
however, drastically different. Romina Ressia recently acquired recognition and fame 
in fashion imagery, thanks to her referential approach towards traditional European 
painting and combination of the tradition with contemporary attributes. In this case, 
the model of Childhood holds a colourful plastic toy water gun in her hand 
announcing clear dichotomy between historical and contemporary.  
Demianova’s black and white Suburbia represents a young serious woman with 
a shotgun by her side standing on a balcony with a view of Moscow suburban 
cityscape. Demianova’s girl sends a message that she is not someone one should mess 
with; she knows how to protect herself in case of an attack. Even though Ressia’s girl 
also has a serious and intense facial expression, she appears as a childlike playful 
character, precisely because of the toy gun. This one detail makes her seem 
completely unaware and not prepared for the real world, thus we can read this image 
as yet another attempt to infantilize women to make sure they are not taken seriously 
in our society. As claimed by Goffman, who argues that seemingly liberating, playful 
and expressive poses where women, for example, are jumping or riding bikes 
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laughing, suggest childlike body clowning resulting in perception of a woman as not 
serious, infantile and not in control of her emotions (Goffman, 1976).  
 
 
Feminine Feminism? 
 
Feminist approach towards image analysis often raises political questions 
relating to historical affirmation of sexual difference, male dominance and female 
subordination, ideologies that naturalize, normalize and emphasize gender roles 
within visual culture (Solomon-Godeau, 1997). The following section will address 
historical depiction of female bodies in high art of the western society in relation to 
contemporary mass culture and ways how women bodies are depicted in fashion 
magazines. Our understanding of aesthetics nowadays is greatly influenced by 
examples of sculpture and painting from art history. It is no accident that themes of 
many fashion photo-shoots resemble Renaissance or Baroque painting atmosphere. 
Elaborating on historical depiction of women bodies and so-called codes of femininity 
can provide possible answers to questions related to contemporary fashion 
photography.  
Continuing the theme of male and female gaze, discussions concerning 
spectatorship of visual representation of women bodies, are tightly connected with 
European tradition of oil painting, more precisely nude painting. Oil paintings 
depicting nude women bodies were mainly produced for male spectators. The subject 
matter and depicted objects served to flatter the viewer: “In the art-form of the 
European nude painters and spectators-owners were usually the men and the persons 
treated as objects, usually women. This unequal relationship is so deeply embedded in 
our culture that it still structures the consciousness of many women” (Berger, 1972, p. 
52). Female nude in painting in itself symbolized various ideals of western thought at 
the time and perhaps its mirroring nowadays in media shows that some of those ideals 
are still valid. In her book devoted to representation of women bodies The Female 
Nude: Art, Obscenity and Sexuality from 1992, Lynda Nead provides an extensive 
insight into depiction of women. Historical division in philosophical thought between 
body and mind, or body and soul, attributed qualities of the mind and soul to rational 
men and irrational natural bodily urges to women. Thus, as Nead suggests, the female 
nude “symbolizes the transformation of the base matter of nature into the elevated 
forms of culture and the spirit. The female nude can thus be understood as a means to 
containing femininity and female sexuality” (Nead, 1992, p. 2). Those were conscious 
and well thought through decisions how to depict and represent women, in order to 
control and suggest their appearance in everyday life. The roles and morality for both, 
men and women, were to a great extent depicted in paintings. Although, as mentioned 
before, the main spectators of female nudes were men, women were simultaneously 
viewed objects and viewing subjects, who formed self-judgement in relation to 
depicted cultural ideals (Nead, 1992).  
History of the female nude in painting plays an important role in formation of 
feminist art that goes against the norms and cannons of women representation in 
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patriarchy and offers self-representation through new female subjectivities. Feminism 
in art manifests itself by challenging dominant normativity of gender ideologies and 
female role prescriptions (Nead, 1992). Even though feminist art does not have one 
canonical rulebook and varies in its diversity, it generally is seen in two main ways – 
critique of existing dominant values concerning female body and identity, and as a 
construction of new meanings and possibilities for the female body (Nead, 1992). In 
short feminist art is, therefore, “necessarily deconstructive in that it works to question 
the basis of existing aesthetic norms and values whilst also extending the possibilities 
of those codes and offering alternative and progressive representations of female 
identity” (Nead, p. 62).  
Poses, body language and facial expressions of women depicted in nude 
painting can be grouped and viewed as codes of femininity. Even though the 
scrupulous analysis of gender codes by sociologist Erving Goffman in the 1970s 
mostly deals with gender codes in advertising, to some extent they could be found in 
nude painting as well. After all, advertising is greatly influenced by representations of 
bodies in painting. According to Goffman, advertisements employ a strategy of 
simplification of our everyday life to ensure an easier readability of the message, 
“they must come from somewhere: specifically, they come from social conventions 
dramatized for the sake of readability. Gender advertisements thus tell us a lot about 
our society” (Winkin & Leeds-Hurwitz, 2013, p. 64).  
One among many fashion images that clearly references nude painting is 
Deborah Turbeville’s photo-shoot for Vogue from 1984 (fig. 8). The setting of the 
photograph is a semi-abandoned castle in France. We immediately grasp the historical 
and decaying state of the environment – door is taken out of its frame, traces of 
peeling colour on the walls and baroque-like mirror frames placed on the floor. One 
of two women is dressed and is lying on a covered sofa, whereas the other woman is 
naked, leaning and touching the edge of the sofa with her hand. There are countless 
paintings that represent a similar setting: women, either dressed or naked lying on 
sofas, and mirrors as a symbol of vanity, all of them filled with various “codes of 
femininity” (fig. 9, 10, 11). Another photograph from Demianova’s series Suburbia 
also presents a woman lying on a sofa, seemingly referencing a nude painting (fig. 
14). Here, however, the woman is dressed in sport wear, drinking water from a glass. 
In the moment that is depicted in the photograph she seems passive and relaxed. But it 
can be easily imagined and understood that she is relaxing after an active workout or 
jogging. Even though the environment of the setting in this photograph resembles 
above discussed nude painting genre, the subject matter and content differs from the 
previous examples. This photograph shows that while employing familiar and easily 
recognized codes, it is also possible to suggest other meanings and stories of the 
image.  
Goffman distinguishes different groups of body language representation in 
advertisements, from which most are still vastly present in fashion imagery. For 
example, women are often seen employing a “feminine touch”, meaning that they 
lightly trace the outline of an object with their fingers to caress it, in a contrast to a 
manipulative, holding and grasping touch. The feminine touch is also extended to 
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self-touching “readable as conveying a sense of one’s body being a delicate and 
precious thing” (Goffman, 1976, p. 31). Depiction of women lying on beds, sofas or 
floors, is not only limited to signify their lower position in social situations. Such 
portrayal also associates women with less clean and pure context, at the same time 
suggesting defencelessness and sexual availability (Goffman, 1976) (fig. 12, 13). 
Another suggestion of a subordination of women is a body and head cant: “The level 
of the head is lowered relative to that of others, including, indirectly, the viewer of the 
picture. The resulting configurations can be read as an acceptance of subordination 
and expression of ingratiation, submissiveness, and appeasement” (Goffman, p. 46).  
As perhaps the most important and the most present in fashion photography, 
Goffman mentions “licensed withdrawal”: “Women, more than men, it seems, are 
pictured engaged in involvements which remove them psychologically from the social 
situation at large, leaving them unoriented in it, and presumably, therefore, dependent 
on the protectiveness and goodwill of others who are (or might come to be) present” 
(Goffman, p. 57). Women representation in media is either absent or almost 
exclusively based on their looks. When they are represented, stereotypes of their 
sexuality are presented as crucial feature of their identity. By portraying women as 
usually being “subordinate, passive, submissive and marginal, performing a limited 
number of secondary and uninteresting tasks confined to their sexuality, their 
emotions and their domesticity”, visual media ‘symbolically annihilates’ them 
(Strinati, 1995, p. 170). What is striking is that still we see such images constantly in 
our everyday lives, but rarely we judge them as strange or unusual. As Goffman 
pointed out, we notice the strangeness of such imagery only when gender codes are 
transferred to the opposite sex, for example, when men are represented employing the 
feminine poses, only then we start to notice how peculiar they are (fig. 15, 16).   
 
 
Communicating through images. 
 
Being one of the most visible genres of photography and having great influence 
in contemporary culture, the fashion photography does not offer mere images of 
fashionable clothing to its viewers; it partakes in formation of gender roles, 
stereotypes, opinions and ways how young girls and women see themselves and 
others. Evidently, it is no use to blame fashion industry in general and fashion 
photography in particular for all the representation related problems that exist in our 
culture. But it should not remain unnoticed and ignored that the field of fashion 
photography is responsible for not only depicting women in compromising ways, but 
also treating them unacceptably during the fashion photo shoots. Adding to the debate 
it is necessary to understand how depiction of women in fashion photography in 
general impacts our contemporary culture and how it is perceived by viewers.  
Images take part in formation of our identity relating to ways how we want to 
be seen by others. It is suggested that our choice of clothing has an influence upon 
how we are seen and perceived by the others, that to some extent clothing is a visual 
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representation of our identity. Everyday choices of majority of women can be shortly 
summed up:  
 
“When I rummage through my wardrobe in the morning I am not merely faced 
with a choice of what to wear. I am faced with a choice of images […] You 
know perfectly well that you will be seen differently for the whole day, 
depending on what you put on; you will appear as particular kind of woman 
with one particular identity which excludes others” (Williamson, 1983, p. 453).  
 
Obviously the images of women identities that Williamson is talking about are 
offered to us usually through the fashion photographs in media. Ideology and power 
of still images works through our perception of an image and the meaning behind it; 
we are constructing meanings of what we see, but also the “message” of this meaning 
is what constructs our identities (Williamson, 1983).  
Our understanding of images is related to fantasies: “[…] our sexual identities 
as male or female, our confidence in language as true or false, and our security in the 
image we judge as perfect or flawed, are fantasies” (Rose, 2005 [1986], p. 475). To a 
great extent, socially constructed fantasies are visually represented in fashion 
photography. As often claimed by people within the fashion industry, fashion 
photography arouses interest in its viewers exactly because it tries to go beyond 
everyday reality into the world of fantasy and imagination, still, however, not losing 
the touch with social rules. In this structure and obsession with fantasies, women are 
expected to become mysterious inhabitants of fantasy worlds: “Women are meant to 
look perfect, presenting a seamless image to the world so that the man, in that 
confrontation with difference, can avoid any apprehension of lack. The position of 
woman as fantasy therefore depends on a particular economy of vision” (Rose, p. 
478).  
Reaching its peak during the 1970s and 1980s, feminist attention was directed 
towards a complex emerging scene of women artists. On a historical background of 
dominance of male artists and their representation of women, feminist artists 
addressed problematic identification and self-representation. Avoiding traditional and 
conventional clichés in representation where “women could either betray her sex and 
identify with the masculine point of view, or, in a state of accepted passivity, she 
could be masochistic/narcissistic and identify with the object of the masculine 
representation”, women artists started to explore their subjectivity and alternative 
female representation (Bovenschen, 1976, p. 302).  
Female subjectivity, however, was and still is problematic to define. In her book 
Women Making Art of 2003, Marsha Meskimmon pays close attention to concepts of 
subjectivity and embodiment, which are inevitable within the discussion of women 
artists. Meskimmon explains the notion of subjectivity through the sense of ‘self’ and 
‘I’ constituting an authoritative identity connecting it to individualism. She further 
explains that historically in the west this individual subjectivity emerged with an 
oppositional concept of the ‘others’. As mentioned above, dualistic thinking 
positioned women within the ‘others’, whereas the subjective ‘I’ “who authored texts, 
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the intellectual subject capable of rational thought and the genius who created high 
art, was not a neutral subject, but masculine, heterosexual, white, Euro-ethnic, 
middle-class and able-bodied – the normative subject of western epistemology and 
ontology” (Meskimmon, 2003, p. 71). According to Meskimmon, female subjectivity 
in art and women artists could at best be understood as taking a position in-between 
the dualistic notions of active subjectivity of masculine and passive objectification of 
femininity. She stresses the importance of the role of women artists as influencers and 
changers of how female subjectivity is understood (Meskimmon, 2003).  
Not only the understanding of female subjectivity is problematic, but also the 
cultural construction of women representation is radically divided in oppositions 
between “purity and lust, victim and destroyer”, artistic muse and excessive attention 
seeker, moreover, connecting female sexuality with death and destruction (Bronfen, 
1992, p. 212). So prominent and deeply embedded in our culture are these views on 
women and femininity, that such depiction is still popular among visual images. 
These particular choices of women representation, that were firstly present in 
European oil painting tradition and then followed by visual images of contemporary 
culture, reflect how the concept of ‘Woman’ evolved. Instead of being seen 
independently, visual images operate within a complex system of visual 
representation as communication tools (Wright, 2008). Thus through the visual 
images of art and photography, feminist women artists and photographers, 
communicate alternative vision of womanhood and femininity. Nevertheless, 
especially within the fashion industry, women photographers are rather seldom 
addressing feminist issues of representation in their work. Perhaps now is the time 
when this situation might see a possibility of change, since there is a constant request 
upon fashion industry to change its many aspects.  
During the 1970s and 1980s the problem of images of women was mainly 
formulated in a question how to change them. Seemingly obvious question still proves 
to be complicated now, since there is no agreed solution. How can women artists 
depict and represent women breaking or avoiding historically prominent norms and 
codes of female body representation? Marry Kelly describes the paradox of such 
situation:  
 
“The woman artist sees her experience as a woman particularly in terms of the 
feminine position, that is, as the object of the look. But she must also account 
for the feeling she experiences as the artist, occupying what could be called the 
masculine position, as the subject of the look. She defines the former as the 
socially prescribed position of the woman, one to be questioned, exorcized, or 
overthrown, while the implication of the latter - that there can be only one 
position with regard to active looking, a masculine one - cannot be 
acknowledged” (Kelly, 1998 [1986], p. 123).  
 
Perhaps a good illustration for female artist debate at the time is a famous work 
Untitled: Your Body Is a Battleground by Barbara Kruger in 1989 (fig. 17). As 
pointed out by Nicholas Mirzoeff, this picture was often reproduced in various ways – 
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from book covers to political posters advocating women rights for reproduction 
(Mirzoeff, 1995). It can be interpreted not only as women battle demanding rights to 
choose concerning their bodies, but also as a battle of representation and frustration of 
women artists and spectators concerning the choices they are facing. Clearly, it is an 
ongoing debate amongst female artists, and female fashion photographers in 
particular, who have to make choices and develop strategies to avoid being labeled as 
anti-feminist, sexist or, on the other hand, men haters.  
 
The gaze, either ours or directed at us, inevitably partakes in formation of our 
identities. The female gaze in particular plays an important role within the discourse 
concerning visual representation of women. Not only does it address the ways how 
women look at other women, but, perhaps most importantly, how women see 
themselves. Women spectators of fashion imagery are constantly persuaded to mimic 
and repeat in their own lives what they see in fashion magazines. Discrepancy 
between forced body normativity through fashion photography and its criticism seem 
stagnant for many decades. Nevertheless, potential resistance to these depicted, often 
inadequate, expectations and demands from women can also be seen in fashion 
photography, for example in works of Masha Demianova. Mainstream media, fashion 
magazines and fashion photography often portray women in excessively sexualised 
and submissive ways, usually employing well-known gender codes of femininity. Our 
society is so much used to see these codes already from the vast genre of nude 
paintings that seeing and experiencing them in fashion photography do not come as a 
surprise. To a great extent feminists still address issues of women representation in 
media, photography and art, thus constantly reminding of the necessity to re-evaluate 
the standards and body normativity. As a major vehicle that produces images of 
women, fashion photography has a potential to become a productive platform for new 
and positive ways of women representation. 
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Chapter 2 
Western and Russian Feminisms 
 In the	   last	   few	   years	   more questions have been	   raised	   by	   feminists	   on	  equality of gender	   and	   empowerment of women	   somewhat	   continuing	   what	  emerged	  during	  the	  peak	  of	  the	  second	  wave	  feminism	  in	  the	  1970s	  and	  1980s. 
However, these issues seem to be adjusted to the current time in order to appeal to the 
contemporary generation of young women and men. The current position of feminism 
in our society is mostly addressed through two main approaches – third wave 
feminism and post-feminism. Distinctions and divisions between these two notions 
often result in either more positive or more negative attitudes, since the third-wave 
feminism is more based on the critique and post-feminism on a celebration of women 
successes. The debate between these two, quite opposing, groups of feminists and the 
way the Russian photographer Masha Demianova presents women in her photographs 
evokes the question how her work relates to the current state of feminism in Russia in 
comparison to the West. On the basis of analyses of feminism in the West and Russia 
by the feminist political and cultural scholars Angela McRobbie, Olgerta Kharitonova 
and Valerie Sperling, among others, Demianova’s fashion photographs will be 
investigated in their relationship to Russian women and the perception of attitudes 
towards feminism in Russian society. Demianova’s fashion photo series from fashion 
magazines and editorials Domestic Exile, Bodily Solitude and Russian Seasons for 
Opening Ceremony from the first sight seem to address various elements related to 
women in Russian society. These series embody some of the most interesting 
elements of particularly Russian background in Demianova’s work.  
 
 
Feminism in the 21st Century.  
 Contemporary	   popular	   media	   makes	   sure	   to	   offer	   us	   images	   and	  information	  on	  stereotypes of femininity	  and	  womanhood,	  thus	  making	  it	  rather	  difficult	   to	   specifically address	   contemporary images related to the	   feminist	  movement	  as	  such.	  The	  ongoing	  debate	  between	  third-­‐wave	  feminism	  and	  post-feminism is	  often	  too	  theoretical	  for	  the	  general	  public,	  thus	  the	  question	  what	  it	  means	  to	  be	  a	  contemporary	  feminist	  becomes	  even	  more	  confusing	  to	  answer. 
Let us consider Demianova’s photo shoot with a telling title Domestic Exile for the 
magazine Open Lab from 2015. The series of photographs depict a young woman in 
an apartment setting striking unusual, intense acrobatic poses emphasized by troubled 
facial expressions. Some of them suggest a movement of breaking out and running 
away, the others portray desperate waiting and steadiness followed by acceptance of 
the defeat (fig. 18, 19). It is possible to suggest that the main character of Domestic 
Exile personifies a confused contemporary young woman, who is somehow forced to 
choose her standing in the discourse on feminism and depict it through her 
fashionable appearance or reject it whatsoever.  
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  There are various attempts to clarify the distinction between feminist 
approaches nowadays in order to keep the discussion more productive and beneficial 
for women and society at large. Some explanations of post-feminism and third-wave 
feminism are offered to pinpoint basic differences between the two terms, showing 
that they are often mistakenly interchanged. 
In The Routledge Companion to Feminism and Postfeminism from 2006, Sarah 
Gamble begins with claiming that the notion of post-feminism was never precisely 
defined and is rather ambiguous, sharing its prefix with postmodernism. In a similar 
manner, both are related and understood as meta-narratives, quite attractive in 
constantly changing and amorphous times. The term post-feminism originated around 
1980s in the media, often as an opposing and indicative “of joyous liberation from the 
ideological shackles of a hopelessly outdated feminist movement” (Gamble, 2006, p. 
36). In a similar manner as postmodernism, post-feminism rejects the notion of 
universal and singular conceptions. Post-feminism highlights its anti-foundationalist 
and pluralistic tendencies claiming that there is no unified concept of ‘Woman’ 
focusing on individual differences between women (Genz & Brabon, 2009). The 
general idea why the “traditional” understanding of feminism is not wellcome in 
contemporary society is that most of the women battles initiated by early feminists are 
won. Postfeminist writers argue that economical success of women, excellency in 
education and reproductive rights show the great progress and victory of women. 
Such argumentation implies, according to Sarah Gamble, that contemporary women 
do not need feminism and it is successfully emphasized by media: “In a society which 
largely defines itself through media-inspired images, women are easily persuaded that 
feminism is unfashionable, passé, and therefore not worthy of serious consideration” 
(Gamble, p. 37). Sarah Gamble herself recognizes that post-feminism is attractive and 
popular. It generally avoids theoretical language and ensures its accessibility, rejects 
the victim status of women and offers sense of empowerment. But, as Gamble 
continues: “It is also too easy to be optimistic and to take one’s own privileged 
position as representative, which can lead to the conclusion that the time for feminism 
is past, and that those who still cling to activist principles are deluded and fanatical” 
(Gamble, p. 44).  
While also agreeing on the problematic issues of feminist discourse in 
contemporary society, the third-wave feminists aim to advance self-definition of 
women more on an individual and personal level, not forgetting the political 
implications of the women liberation movement ideas. Nevertheless, the general 
understanding of what exactly the third-wave feminism stands for, involves “series of 
simplifications and misconceptions about feminism that circulate in the national 
popular imagery” (Garrison, 2007, p. 185). As a contrast to previous waves of 
feminism, according to Shelley Budgeon, it is in the interests of contemporary 
feminists to avoid ideological claims and prescriptions to women, thus the third-wave 
feminists accept “that feminism has been fundamentally challenged by both the loss 
of a unified subject ‘woman’ and a perceived lack of relevance to women’s lives but 
attempt to develop ways of rethinking gender from a perspective that may be still 
named as feminist” (Budgeon, 2011, p. 281). Still, one of the most notable issues and 
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subjects of interest for contemporary feminists is the media representation of women 
and femininity in visual culture, not only its criticism but also potential possibilities 
(Budgeon, 2011).  
If earlier feminist analysis of media representation of women was more based 
on the message itself, it seems that lately the attention is directed more to the audience 
of these media messages and their power of interpretation (Fenton, 2006). The idea 
that popular culture and media images dominate our everyday lives and ways how we 
define our identities and position ourselves within the world around us is now 
becoming more prominent. Feminist researchers focus more on the construction of 
meaning of these images: “Women do not simply take in or reject media messages, 
but use and interpret them according to their own social, cultural and individual 
circumstances – the audience is involved in making sense of the images they see – the 
message does not have total monopoly on meaning” (Fenton, p. 90). Acceptance of 
diversity among women and their individual choices and preferences seems to be at 
the core of feminist approaches today.  
Contemporary attitudes towards feminism amongst young women and men are 
quite ambiguous. It is indeed difficult to find the essence of feminism, when one is 
surrounded by constantly emerging self-proclaimed feminists among popular culture 
stars (fig. 20) and fashion magazines advocating acceptance of diversity and 
individuality of women bodies on the one hand, yet describing various diets, exercises 
and ‘flattering’ sports wear on a following spread. While one can find variety of 
clothing stores selling “I’m a feminist”, “Girl Power” and “Feminism: The Radical 
Notion that Women are People” t-shirts, how is the commercialization of feminism 
perceived in our society (fig. 21, 22)? It seems that contemporary feminism is 
perceived almost exclusively as an object of consumption and is related to lifestyle 
rather than political choices and commitment (Garrison, 2007).  
Adding to the debate about current expressions or censorship and readjustments 
of feminism in contemporary society, Angela McRobbie devoted her analysis of the 
situation in The Aftermath of Feminism: Gender, Culture and Social Change from 
2009. The most important general claim is that in the aftermath of feminism of the 
1980s and 1990s, there is now a new social sexual contract and new demands from 
women. McRobbie points her attention particularly towards young girls and women, 
who thanks to the earlier women liberation movement, are seemingly liberated from 
the male dominance. Achievements, success and new possibilities are not denied, 
however, McRobbie, in a manner similar to that of other feminist critics, suggests to 
look closer at the demands of young womanhood nowadays and examine relations 
between economical independence, commercial domains, consumerism and ways 
how young women position themselves within our culture. 
Within the new sexual contract, the patriarchal authority is carefully hidden and 
masked within the commercial domain of beauty industry, fashion magazines, images 
and body exercises (McRobbie, 2009). It is masked because now the woman is not 
expected to please men with her outstanding looks and sexuality; she is expected to 
maintain her appearances for herself:  
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“And now that she is able to make her own choices, it seems as though the 
fearful terrain of male approval fades away, and is replaced instead with a new 
horizon of self-imposed feminine cultural norms. Patriarchal authority is 
subsumed within a regime of self-policing whose strict criteria from the 
benchmark against which women must endlessly and repeatedly measure 
themselves, from the earliest years right through to old age” (McRobbie, p. 63).  
 
Thus, the new sexual contract nowadays is still highly based on women appearances 
and fashion choices so much so, that it seems as if contemporary feminism is turned 
into “a kind of fashion-show politics” by media, where the commercial image of a 
contemporary feminist is mostly defined by her looks, not her politics, adding to the 
ambivalence of what contemporary feminism is (Gorton, 2007). Going back to the 
example of Domestic Exile, is the main character of the photo shoot a feminist or not? 
Does she correspond to our expectations and ideas how a feminist should look like? 
She rather looks like a victim of male oppression who wants to escape from her 
domestic exile. Postfeminists consider this kind of victimisation of women 
inadequate, more so in contemporary society.           
De-politicisation of feminism is yet again connected with the idea that political 
goals of second wave feminism are achieved. With the help of fashion industry, 
independent women can make their own free choice how to look and how to be 
looked at. Almost twenty years ago the cover of Time magazine illustrated the 
question whether feminism is dead basing the discussion on the grounds that women 
want to be more feminine again (Gorton, 2007) (fig. 23). Now, however, many 
magazines again advertise feminism as a simplified product for consumption, 
depicting celebrities stating: “this is what a feminist looks like” (fig. 24). 
Women are still expected to “look good” and although some aspects of 
expression of femininity did change, the so-called post-feminist masquerade exists as 
a kind of compromise – women can work in previously men dominated workplaces, 
but they should not compromise their feminine appeal (McRobbie, 2009). However, 
in order not to lose their femininity and attractiveness, the young women who are still 
not quite used to working in the male dominated spheres, are employing and restoring 
gender codes of femininity (feminine office dress code, make-up, accessories). This 
particular issue of women office fashion could be traced back to the 1970s and 1980s 
when emerging businesswomen, wanting to be taken more seriously by their male 
counterparts, employed aspects of a so-called concept “dress-for-success” (fig. 25, 
26). The Woman’s Dress for Success Book by John T. Molloy written in 1977 became 
the ultimate office fashion guide for women. For almost a decade women business 
suits were at the peak of fashion production appearing in various combinations in 
fashion magazines. However, in the late 1980s there was yet again a new emphasis on 
femininity even in business attire claiming that “girls want to be girls again” (Faludi, 
1991) still persistent today (fig. 27).  
There is a tendency to either ridicule the idea of feminism whatsoever by 
making it unattractive and obsolete, or to advertise feminism as simplified and 
fashionable. McRobbie brings forward three different fashionable girl types that are 
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advertised and that appear to be superficially related to expressions of feminism: 
“working girl”, “phallic girl” and “global girl”. The concept of the “working girl” 
emerged out of the current economical situation, where young women indeed have 
more career possibilities. They work and earn their own money, not being dependent 
on husbands or fathers. The young educated working girl embodies the success and 
meritocratic aspirations and it seems that especially in the Western society, it is 
expected, even demanded, from a girl to have academic education and financially 
successful career (McRobbie, 2009). In short, the “phallic girl” embodies habits that 
are usually related to masculinity, for example, “heavy drinking, swearing, smoking, 
getting into fights, having casual sex, flashing her breasts in public, getting arrested 
by the police” (McRobbie, p. 84) without losing her feminine side and sexual appeal 
to men. The concept of the “phallic girl” can be related to a so-called  
 
“do-me feminism - also referred to as ‘bimbo feminism’ and ‘porno chic’ – 
which addresses women as knowing, active and heterosexually desiring subjects 
[…] Raunch culture and do-me feminism blend the sometimes conflicting 
ideologies of women’s liberation and the sexual revolution by heralding 
sexually provocative appearance and behaviour (including exhibitionist 
stripping) as acts of female empowerment” (Genz & Brabon, 2009, p. 91).  
 
A found example of a mild version of a “phallic girl” type or a fashionable “do-me 
feminist” is presented by an emerging Italian fashion photographer Marta Bevacqua 
who among other fashion publications worked for Italian Vogue. In a series of images, 
Le Metro from 2015 photo shoot depicts a young woman at a metro station (fig. 28). 
One of the photographs presents a girl in a photo booth, posing for an automatically 
operated photo camera, followed by a steady document type pose picture. Her facial 
expression could be translated as aggressive in a combination with the double middle 
finger sign. She is a neat well-maintained young woman, who strikes a rude pose just 
for fun - she is not a rebel. But it is sometimes stylish to present oneself as a rude girl, 
as a ‘feminist’ who does not follow the rules of society. A similar tactics was used in 
a Chanel fashion show in 2015 that tried to mimic feminist protest marches from the 
1980s (fig. 29).  
Finally, the “global girl” is celebrated as a power of successful multi-
culturalism emphasizing a particular kind of femininity of young women from Third 
World countries. Interestingly, the concept of the “global girl” seems to emerge from 
criticism from Black feminists and Third World women during the 1990s due to their 
exclusion from representation (Moore, 2007). Global girls are striving to become a 
part of global femininity and self-adornment; they embody a celebration of youthful 
“natural” beauty and innocent sexuality “waiting to be unleashed” (McRobbie, p. 89). 
A version of a “global girl” is presented by photographer Victor Demarchelier in the 
photo shoot for a Mexican version of Vogue from October 2015 with an Estonian 
model Karmen Pedaru (fig. 31). In this case flirtatious innocence is transmitted 
through variety of feminine codes. Her smile is calm yet with a combination of a head 
cant it becomes inviting. Her legs are spread open, yet the arms are in a closed 
	   20	  
position indeed waiting to be unleashed. To a great extend these previously discussed 
self-expressions of young women are dramatically confusing and serve as make-
beliefs of achieved liberation for women in order to abandon political ideas of 
feminism. A young woman now is expected to leave feminism behind and dive into 
her new personal desires, preferably having consumerist nature, as if insuring that 
feminism is over and there will be no more danger and challenge to patriarchy 
(McRobbie, 2009). On the other hand, if and when feminism is not left behind, it 
often serves as a base for excessive female sexuality and identification with 
heterosexual men either claiming rights of sexual expression emphasizing femininity, 
or rights of freedom and autonomy (Henry, 2004). Both expressions also inevitably 
result in stereotypes of visual representation of women and their choices of clothing 
styles (fig. 30). 
Looking at fashion photography, we can discover that there are not that many 
radical changes within the genre that are influenced by feminist movement:  
 
“They increase in volume as women’s consumption habits expand, they have 
certainly spread rapidly in post-communist countries for example, in Russia and 
East Europe and also now in China, and they cross-fertilise into other media 
forms, including advertising, film, video and television genres. The settings, the 
fantasy scenarios, the narrative sketches, the idealised female shape and body 
images remain remarkably constant” (McRobbie, p. 99).  
 
Ambiguity of the fashion imagery resides in the promise of freedom and change and 
at same time re-enforcing established norms and control. As mentioned before, the 
audience of the fashion photography almost exclusively consists of women, since they 
are the potential consumers. Male fashion is represented through photography and 
magazines to a much lesser extent. The struggle between the promised freedom and 
demands upon women is also depicted visually through the bodies of models: “The 
fashion image enacts a particular rendering of the complex entanglement of freedom 
and prohibition which have emerged in response to the threatening presence of young 
women, their coming forward into public worlds as economic actors in their own 
rights, and their embodiment as beneficiaries of feminist entitlement” (McRobbie, p. 
104). The fashion photography is one of the domains that sustain an illusion of 
women freedom at the same time masking the patriarchal power and control. The 
fashion photo shoot of Domestic Exile by Masha Demianova, however, could be 
translated as an attempt of self-criticism (criticism of fashion photography). It can 
also be read as a comment on possible potential of the fashion photography not to 
serve as a tool of promoting false ideas of erroneously misplaced notions of feminism, 
but to be a platform for visualizing issues of feminism through the fashion 
photography.  
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Russian Feminism.  
 
Since the photographer of my attention Masha Demianova is a young Russian 
photographer, I am inclined to examine the notion of feminism in contemporary 
Russia, to see to what extent the feminist discourse there differs from the feminist 
discourse in the West. Moreover, I want to confront with the often-mentioned equality 
and emancipation of the Soviet woman, who seemingly had access to variety of jobs, 
child and health care. The attention to liberated Soviet women is also of the interest as 
an issue and argumentation of contemporary Russians to avoid the subject of 
feminism. It is quite common to think that Russian women gained their liberties 
already during the Soviet years, thus feminism (as the social phenomenon) is off the 
line today. It is clear that developments of women liberation movements in Russia 
have their specificities and particularities throughout the history, however, in my 
opinion the period from the 1960s onwards deserves the most attention, because 
tendencies of this period to a great extent add to the explanation of the situation of 
feminism in Russia nowadays.  
When researching feminism in contemporary Russia, more precisely from 
1990s until 2016, one has to face the situation of negative connotation of the term 
within the general public opinion. It is safe to say that the general attitude towards 
feminism in Russia is rather negating. The following overview and analysis of 
feminism in Russia will serve as a possible starting point to understand the current 
situation of feminism in Russia, while not forgetting that the global attitudes towards 
feminism are not at its best. One of the most recent Demianova’s fashion editorials 
Body Solitude for Port Russia magazine from 2016, presents several images of a 
strong yet simultaneously fragile and dreamy Russian women (fig. 32). Even though 
feminism as a concept in Russian society is rather scarce the strength and ambition of 
Russian women are very much present. Notably, the setting of the Body Solitude is 
the Old Russian Circus and on each spread the model is a part of a visual geometrical 
form. Particularly, in one of the spreads, decisiveness, physical strength and fearless 
mentality of a Russian woman are shown not only through the pose and facial 
expression of the model on the left side, but also through black and white lines of the 
acrobatic ropes on the right side of the spread (fig. 33).  
Russian mentality is often addressed by many Russian and international 
scholars by making connections with the political history and discourse of Russia. 
Some of the key elements in such reference usually are: discrepancy between the 
elitist ruling nobles (knyaz and tsar) and common people, peasantry and serfdom, 
citizenship and law. Among other scholars, the Russian feminist philosopher Olgerta 
Kharitonova makes a connection between the historical distrust towards the law of a 
Russian person and developments of Russian feminism, in her lecture on feminism in 
Russia from 2013. Almost always, there was an opposition between the rulers and the 
people, and almost always both men and women of Russia were united in their 
struggles. Initially “the women question” was a part of a bigger reform – liberating 
peasants from landlords, women from family norms and citizens from dictatorship. 
What was initiated by a rather small number of educated women from noble Russian 
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families grew into a bigger movement, however, never fully reaching the great mass 
of Russian peasant women. Marching and demanding voting rights for Russian 
women took place around 1905 and was soon succeeded by the October Revolution of 
1917 and beginning of the Soviet regime. Seen as a typically foreign affair of 
bourgeoisie, the women liberation movement was forced to lose its influence and 
interest among Russian women, as well as the term feminism itself quickly became 
pejorative and avoided.  
Even though Soviet Bolsheviks rejected the notion of feminism as such, they 
did adopt a certain kind of framework of gender equality (Sperling, 1999) (fig. 34, 35, 
36). However,  
 
“while proclaiming equal rights from above, generations of Soviet leaders also 
managed, as a byproduct of their economic and social policies, to reinforce a 
gendered division of labour (especially within the home), and thereby to give 
‘equality’ a bad name. Women’s ‘equal rights’, in the Soviet Union, amounted 
to women working full-time outside the home, as well as full-time inside it, a 
phenomenon known as the double burden” (Sperling, p. 67).  
 
Practiced during several decades, in the minds of Russian women demanding equality 
meant suffering. Moreover, many Soviet Russian women connected feminism with a 
total independence from men and as some radical Soviet feminists suggested – a total 
rejection of family. That was not what the majority of Russian women wanted, 
especially during and after the years of Stalin’s dictatorship proudly praising Russian 
mothers and referring to the country as ‘Motherland Russia’ (Sperling, 1999) (fig. 36, 
37, 38). In an intensely patriarchal culture, “the symbol of ‘nation as mother’ also 
urgently suggested the need for a controlling ‘father’ of the nation, the ‘strong leader’ 
around whom monarchist feelings in the lower classes had traditionally crystallized” 
(Kelly, 2012, p. 140) and are still to a great extent preferred and even admired by the 
Russian people. An important difference between feminism in the West and in Russia 
was (and to some extent still is) the notion of femininity. If already in the 1950s and 
1960s in the West, women amongst other issues protested against gender norms 
related to their bodies and appearances, Soviet and Russian women saw femininity as 
means to achieve individuality. Lack of the consumer beauty products for women in 
the Soviet Union emphasized uniformity imposed by communism (Sperling, 1999). 
The character of the Bodily Solitude is rather a “natural” beauty without aggressive 
and excessive makeup often stereotypically equated with preferences of Russian 
women. Nevertheless, flowing hair, closed eyes and overall poses that conform to the 
gender codes described by Erwing Goffman, bring forward the feminine side of the 
heroine (fig. 39).  
 
Visual depiction of the transition period. 
 
Some of the most noticeable shifts concerning ‘the women question’ in Russia 
took place in the 1980s and 1990s during the time of perestroika, collapse of the 
	   23	  
Soviet Union and succeeding period of transition. Previous sexual taboos were 
removed in post-Soviet Russia and Eastern European countries to an extent where it 
was quite common to find posters of naked women glued to one’s walls or doors. This 
period of time offers variety of illustrations how the gender is depicted in visual 
media, including fashion photography. In a tradition of breaking with the past, there 
was a quick search for values and cultural norms that would properly substitute the 
Soviet ones, thus the sector of cultural and national values was taken care of by the 
historically important Russian Orthodox Church, which among others suggested that 
women should return home to their kitchens and take care of their children (Sperling, 
1999). Women as sexualised or domesticated objects were portrayed in the 
mainstream media – newspapers, magazines, and television. But also in cinema, 
where it became more popular to depict women in explicit sexual roles (Little Vera, 
1988) and prostitution (Interdevochka, 1989) as a documentation of emerging social 
and economical struggles of women (fig. 40, 41). On the other hand, there was no 
adequate counterbalance to such depiction of women that would celebrate success and 
achievements of Russian women, and feminist related issues were not often brought 
forward to Russian women through the media, “it is thus not surprising that public 
opinion on the subject of emancipation reflects confusion and disaffection toward the 
concept” (Sperling, p. 80). Nevertheless, Russian women liberation movement and its 
various divisions never disappeared and whatever the circumstances tried to reach not 
only the women, but also the government of Russia to create opportunities of change, 
sometimes successfully using mass media to reach their goals, thus showing the 
potential of a positive outcome (Sperling, 1999).  
Mass media and popular culture in Russia of the 1990s and following years was 
filled with images of fantasy worlds. When the country became economically and 
culturally open to variety of new possibilities, it was no surprise that in a short period 
of time Russian people found themselves surrounded by advertisements and promises 
of a “better life”. A better or a good life started to be equated with financial 
achievements, because only then people could buy and posses the desired lifestyle and 
identity. New and reformed glossy magazines, influenced by the western concepts and 
styles, seduced post-Soviet public: “In a culture that for seven decades radically 
politicized the good, the bad, and the ugly according to puritanical criteria equating 
beauty within moral turpitude, the pleasures of aesthetization must be irresistibly 
seductive” (Goscilo, 2000, p. 43). The general idea of Soviet equality between the 
classes and the sexes seized to exist and was succeeded by a race towards superiority. 
Even though it might seem that consumerist attitudes from the west were adapted in 
post-Soviet spaces, the Russian equivalents of advertising and popular magazines 
were still wrapped in Russian and Soviet-friendly packaging. This tendency can be 
related to the fact that 
 
“the 1990s have been governed by an attempt to look for values and national 
identity in the imperial past, then the 2000s veer towards a return to Soviet 
values, without reinstating them as positive and desirable or idealizing the 
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Soviet past, but perceiving the Soviet era both as traumatic experience and at 
the same time inspiring nostalgia” (Beumers, 2013, p. 4).   
 
To gain the attention of a post-Soviet Russian customer, advertisers often referred to 
culture’s folklore that was held dear and valued throughout centuries. Russians 
consumed products from the west not forgetting their own, ‘typically’ Russian goods, 
since folklore roots also played a role in rebuilding the traumatized society and 
national identity (Kelly, 2012).  
Reference to Russian folklore is also present in Demianova’s fashion editorial 
for concept fashion enterprise Russian Seasons for Opening Ceremony from 2014 
(fig. 44, 45). This photo series is entirely situated in a small northern town, quite 
easily recognizable as Russian, thanks to depiction of traditional wooden houses and 
nature around them. The global appeal of the clothing design is pictured on a 
particular background of the Russian historical past and present. On the one hand, the 
viewer sees merging between the setting and the models; not only the coloristic is 
complementary, but also the rounded shape pattern of the standing girls dress and the 
roof of the house. On the other hand, can it be read as a possible comment upon 
patriarchal ‘imprisonment’ of Russian women and their liberation (breaking out) at 
the same time? There is also a sense of an undeniable statement that fashion entered 
even the remote Russian towns.  
The most noticeably developing field of fashion industry in post-Soviet Russia 
was stimulated by the fashion media and fashion imagery. When fashion journals 
Cosmopolitan, Vogue and Harper’s Bazaar became available to the Russian public, 
they not only affected the fashion market, but the consumption at large: “The 
magazines were involved in the complex process of negotiating western meanings and 
practices vis-à-vis post-socialist women’s magazines […] The glossy journals largely 
targeted the middle class, and their pages shaped the lifestyle and consumption in 
Russia” (Gurova, 2015, p. 3-4). Surprisingly enough, it seems that the target audience 
of fashionable imagery and content, were men as much as women.  
Some researchers even suggest that new lifestyle and body-looks demands were 
addressing the Russian men more than women. Graham H. J. Roberts argues that in 
general the attention towards representation, social and beauty expectations from men 
are often underestimated (Roberts, 2016). The field of study, usually busy with the 
questions and issues of women bodies, only lately started to address issues of men 
representation and notions of masculinity. In the case of post-Soviet Russia the 
questions related to gender roles and understanding of femininity and masculinity are 
deeply rooted in the history and traditions of Russian culture. Re-defining its Soviet 
past, the identity of a Russian man “has come under increasing scrutiny in recent 
years in Russian visual and literary culture, in response to the perceived ‘crisis’ of 
post-Soviet Russian masculinity, much of that scrutiny has centred on the male body” 
(Roberts, p. 48).  
It seems that the variety of male and female magazines visually portrayed 
changes that both sexes were expected to achieve. This does not, however, mean that 
levels of objectification and sexualisation of men and women are equal. Where 
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masculinity is firstly defined through strength, power, money and chauvinistic 
attitude, an inseparable part of magazines for men are depictions of sexual, naked or 
semi-dressed women, often clearly suggesting their availability to be ‘purchased’, not 
in a sense of direct prostitution, but through valuable gifts and lifestyle (fig. 42, 43) 
(Roberts, 2016). Ability to purchase consumer goods to ensure and maintain the 
desirable lifestyle was something of a dream world for post-Soviet Russians. It is 
suggested that advertising at large replaced the Soviet ideological propaganda with 
another kind of propaganda of “Western consumer goods, replacing the socialist value 
system with a value system of achievement of a different type: consumerism and 
capitalism” (Beumers, 2005, p. 319). In short, the general understanding of gender 
roles in Russia consists of a strong, muscled, confident, rich white man on the one 
hand, and a beautified, fragile, excessively feminine young woman on the other. In a 
situation like this, how can the ideas of feminism truly reach the Russian people? 
Moreover, many Russian feminists and activists are preoccupied with questions how 
to reach Russian women, who are so certain that everything is fine for them? How to 
convince people who think they are not oppressed that they are indeed discriminated 
on a daily basis? Naturally, these questions do not exclusively address the situation in 
Russia, but the society at large.   
A possible comment on the traditional gender codes in Russia by Demianova 
could be seen in previously mentioned photo series for the Russian Seasons for 
Opening Ceremony. A photograph depicting a man and a woman on a boat on the 
Seliger lake (fig. 46, 47). We do not see their faces, but there are some clues 
suggesting that the standing person is a woman and she is helping the man to get in or 
out of the boat. The woman is positioned higher than the man; she is the helper and 
physical supporter once again portraying strength. Thus, the relationship between the 
sexes in this photograph resembles mutual trust, positive co-dependence and equality.  
 
Above discussed examples of fashion photography directly relate to ambiguity 
and flexibility of feminism in the 21st century. Already during the years of 1970s and 
1980s it became more apparent that variety of women movements divided their 
attention to different issues related to feminism. Thus, some argue, the so-called third 
wave feminism appears rather as splashes of water than a united wave. Clearly, the 
divisions within feminism and often radically different approaches of women’s 
movement groups result in tensions if not conflicts that are at the same time present in 
popular culture and visually depicted in women fashion magazines. Among the 
general public in the West the notion of feminism evokes both negative and positive 
attitudes. The idea of feminism is often ridiculed since women battles are won already 
and there is nothing else to be worried about. On the other hand, as can be seen in the 
case of Demianova’s Domestic Exile, women victimisation in patriarchal society is 
brought back to the attention of the public. It can be argued that in the time we live in, 
it is positive to have different ideas of feminism, so that every woman could choose 
what is necessary for her individually, however, this position diminishes aspects of 
political activism of feminist movement. There are ways in which feminism in the 
West and Russia can be compared, moreover, these comparisons can be seen in 
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examples of Demianova’s fashion photo shoots. Historical overview of Russian 
feminism shows a long chain of differing developments of women liberation 
movements in comparison to the West, most often related to the specificity of the 
Soviet Union. Although perceptions of feminism by Russians change time to time, in 
general the term is considered rather pejorative and the majority of Russian women do 
not want to be related to feminism. Nevertheless, Demianova’s Bodily Solitude 
comments on particular mentality and femininity of a Russian woman and the Russian 
Seasons for Opening Ceremony embodies nostalgia towards Russian folklore and at 
the same time shows the impact of fashion industry and gender normativity on 
contemporary Russian society. Demianova’s works show that stereotypical gender 
role normativity preferred in Russian society can be criticised and challenged. 
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Chapter 3 
Crucial Developments of Fashion Photography  
 
From the very beginning of emergence of fashion photography, it was quite 
problematic to define the genre as such. Replacing traditional illustration of 
fashionable garments in fashion magazines, photography was expected to fill the role 
of a truly realistic depiction of clothes so that the readers of such magazines would 
see how a certain garment looks in “reality”. In the early twentieth century, the 
French publisher Thomas Condé Nast was one of the first to use photographs instead 
of drawings in the Vogue magazine (Shinkle, 2008). The fashion photography was to 
a great extent meant to open up the previously closed and elitist domain of fashion to 
the public. However, the process of this opening up is still discussed amongst fashion 
and photography scholars from different perspectives addressing different periods of 
time as the most significant ones. Nevertheless, there is an agreement that fashion 
photography is inseparable from fashion industry and developments and changes 
within fashion: “The history of fashion photography is inseparable from that of 
fashion itself. Both are linked to the growth of capitalist economies and the 
development of mass markets” (Shinkle, 2008, p. 2). Moreover, fashion is an 
inseparable part of our culture and often it is possible to trace not only artistic and 
creative aspects of fashion, but also historical and political issues mirrored in fashion 
captured by fashion photography. The role of fashion photography as visual translator 
of identities, values, aesthetics, ideals and insecurities of our culture is very influential 
(Garner, 2008).  
Reading fashion images can enable a viewer to analyse the past, the present and 
imagine the future, however, the tight connection of the genre with commerce, 
consumerism and advertisement diminishes its role within cultural studies (Shinkle, 
2008). When discussing most crucial developments within the genre of fashion 
photography, there are constant references to the 1960s and youth revolutions that 
influenced many aspects of political and social issues. The 1960s are often described 
as a period of radical transformation of previously elitist genre of fashion 
photography into open, young and fresh celebration of movement and freedom. David 
Bailey is one of the fashion photographers who is considered as an iconic 
representative of ‘youthquake’ of the genre. Following a period of stagnation, fashion 
photography took another turn during the 1990s combining approaches of realism 
from documentary photography as seen, for example, in works of Corinne Day, and 
cinematic approach. Contemporary fashion photography still employs themes of 
youth from the 1960s as well as realist approach of the 1990s as will be discussed in 
examples of photographs by Masha Demianova. Analysis of these ‘revolutions’ in 
fashion photography in the West helps to better understand how they influenced 
contemporary fashion photography. Comparing and contrasting these developments to 
the situation of fashion photography in Soviet and post-Soviet Russia shows to what 
extent fashion photography is rooted into political and cultural aspects of societies. 
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Examples of Demianova’s fashion photographs in some ways pay tribute to previous 
developments of fashion photography in the West placing them into Russian context.  
 
 
‘Youthquake’ of the 1960s fashion photography. 
 
There is no doubt that the main function of fashion photography is depiction of 
clothing in ways that would create desire to admire and possess them. Thus, a 
relationship between artistic expression and creativity and commerce was a base of 
fashion photography early on. The example of the famous Vogue fashion magazine 
shows how art and advertising were united:  
 
“[…] Condé Nast turned to the aesthetic and conceptual devices of artistic 
modernism for inspiration, engaging photographers like Baron Adolf de Meyer 
and Edward Steichen to bring their innovative photographic vision to the pages 
of Vogue. Though it drew its visual inspiration from modern art, the fashion 
image was also concerned with the creation of consumer desire, and it is worth 
noting that, alongside the growing circulation of fashion photographs, the first 
two decades of the twentieth century also saw the emergence of modern 
advertising techniques” (Shinkle, p. 3).  
 
Fashion photography is still often considered primarily as a genre producing 
photographs that advertise certain products. Nevertheless, there are strong examples 
of tendencies when such simplistic definition of the genre is challenged. The period of 
1960s is considered a time when fashion photography experienced some of the most 
radical and prominent changes that still resonate today. Even though the majority of 
fashion and visual scholars address a so-called “youthquake” of the 1960s as 
unexpected phenomenon, Becky Conekin emphasizes connection between the new 
expressions of fashion photography of the 1960s and the post-war period of the 1950s 
in Britain.  
  Conekin elaborates on the ‘Terrible Three’ fashion photographers of 1960s 
Brian Duffy, Terence Donovan and David Bailey in particular, pointing out that all 
three worked as assistants of John French, a famous British fashion photographer of 
the 1950s (Conekin, 2010). Even though French’s work is usually described as 
conventional fashion photography of elegant models and high-class society clothing, 
and his studio having a churchlike atmosphere, Conekin suggests that John French 
was a pioneer in many aspects and was the one who discovered and taught Bailey:  
 
“In particular, he [French] pioneered high-contrast black-and-white 
photography to get the resolution necessary for the photos to look elegant on 
cheap newsprint […] And perhaps it was French’s disregard for traditional 
technique that opened the door to the likes of Bailey” (Conekin, p. 287-288).  
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Amazed by Bailey’s youthful apparel, style and masculinity of a working-class man, 
French hired the inexperienced young photographer from the East End London, thus 
somehow initiating the obsession with youth that followed (Conekin, 2010). Being 
themselves young men in their twenties, the ‘Terrible Three’ photographers depicted 
‘realistic’ young models radiating spontaneity, sexual liberation and other qualities 
that appealed to the post-war generation, resulting in that London of the 1960s is 
referred to as “the birthplace of a ‘far-out’ fashion photography that ushered in a 
dynamism and theatricality, reflecting interests in the everyday to space-age fantasy” 
(Rhodes, 2008, p. 203). Dynamism and tendencies towards anti-establishment, 
however, were already present in some fashion photographs of the 1950s published in 
the Vogue ‘Young Idea’ section, concentrating on younger readers in their twenties 
(Conekin, 2010). Nevertheless, it was in the 1960s when iconic photographs of the 
models Shrimpton and Twiggy appeared in fashion magazines, clearly signifying new 
look, new freedom, but also new beauty standards and demands (fig. 48, 49). At the 
same time, the status of a fashion photographer became more significant and popular 
among youngsters, being “a ringmaster whose role is to bring together all these talents 
and to create persuasive images […] which have the ability to seduce and inspire. The 
pictures must have a quality of credibility that persuades the viewer to suspend 
disbelief” (Garner, 2008, p. 48). 
The fashion photographer, employing a new role as a star-maker, not only 
gained economical success, but also “charged erotic connotations” (Radner, 2000, p. 
137) when sexual relations between photographers and their models became almost 
an inseparable part of the industry. Financial success and new economical 
opportunities of post-war 1950s and 1960s enabled the young generation to become a 
considerable part of consumers. New interests, new music, new fashion and new 
leisure preferences of the young generation could not be ignored by producers of the 
goods, thus attention of the fashion industry towards younger consumers seemed 
logical. To a great extent rising young fashion photographers were employed by 
established and famous fashion magazines as Vogue in order to communicate and 
pursue young consumers (fig. 50).  
Being a part of all of a sudden favoured and advertised working-class style, the 
so-called ‘Single Girl’ of the 1960s – young, single and economically self-sufficient 
girls could be seen as a new female ideal later transiting into the second-wave 
feminism of the 1970s (Radner, 2000). Hilary Radner describes changes of the1960s 
in fashion photography in relation to the ‘Single Girl’ ethos:  
 
“The model is shot outside, often walking or running; she is ‘active’. This 
activity is not, however, without its contradictions. The body as an object 
constructed through consumerism also becomes an important element in 
feminine culture that is transformed and sold. As often remarked by 
contemporary feminists, this body emphasises youth as the crucial characteristic 
of the new feminine ideal” (Radner, 2000, p. 129).  
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Youthfulness of the models and ‘looks’ in fashion photography started to be more 
emphasized not only through the young age of the models and their pre-puberty-like 
teenage bodies, but also through certain child-like poses and environment they were 
placed in. As a contrast to previous standards of fashion photography, activeness of 
young girls was celebrated by depicting them outdoors wearing clothing for sports or 
active leisure, emphasizing fluidity and movement (Radner, 2000). Nevertheless, 
according to Radner, the depiction of new female activity as opposed to previous 
passivity in the studio brings forward contradictions of fashion photography when 
uniting street looks and high fashion, activity and theatricality, challenge of 
established normativity and commercialization (Radner, 2000). Activity and 
playfulness of young women is also a theme of one of the earlier Demianova’s 
fashion photo shoots for Pure Joy Fashion Campaign FW’12 from 2012. Photo series 
depicts young women at a sport stadium, some of the photographs are taken indoors, 
the majority, however, is shot outdoors. The photograph with the girl on the running 
track refers to sports and physical activity the most and is somewhat similar to the 
Treager’s photograph of Twiggy on the mini-bike (fig. 51). However, one of the 
mostly noticeable contrasts is the radically different facial expression of the models; 
Twiggy radiates hyper joy and a childlike playfulness, whereas Demianova’s girl does 
not face the viewer and seems rather dissatisfied or bored. On the other hand, the 
photograph of the three girls leaning on the fence seems to comment on youthful 
playfulness of the girls (fig. 52).   
 
 
Realism of the 1990s in fashion photography.  
 
Another significant wave of change and transformation in fashion photography 
occurred in the 1990s most noticeably in Britain and United States. Following the 
ideals of youth and freedom of the 1960s, changes of the 1990s are particularly 
influential for the development of contemporary fashion photography. Moreover, it 
was at the time of 1990s when criticism of fashion photography rose to its perhaps 
highest level when even politicians addressed its influence on the young generation of 
women. In similar ways as it was seen in the 1960s, radical changes and approaches 
within fashion photography had different outcomes, amongst others, going back to 
conventions and traditional technique. Even though fashion photography of the 1990s 
challenged established conventions of the industry, there still was prevalent control 
over the content of fashion advertising and editorials, yet some photographers could 
seemingly find creative pathways through the system (Shinkle, 2008).  
Still chasing the spirit of youth, the genre of fashion photography moved further 
away from classical standards of representing models and fashionable garments, 
paying even more attention to the lifestyle and pop culture of the young generation 
than in the 1960s. The status of fashion image became even more distributed, since it 
was not seen just as a mere representation of fashionable clothing, but rather as a 
commodity in itself making previously elitist domain more accessible to the public 
(Evans, 2000). Fashion photography strived to capture the raw energy of youth in a 
	   31	  
moment in time, thus employing more cinematic and snapshot techniques (Kismaric 
& Respini, 2008). Ties between fashion imagery and viewers were made even 
stronger:  
 
“Readers of fashion magazines or viewers of fashion pictures were no longer 
just observers, but implicit participants. As fashion photographers changed the 
models from objects into active humans in realistic situations, they began to 
make the viewer an extension of these situations. Everything – model, clothing, 
background, lighting, situations, image and viewer – participated in a narrative 
fantasy” (Kismaric & Respini, p. 31-32).    
 
It is this particular aspect of conversation between the images and the public that 
assumingly is one of the most important points of critique on fashion photography. By 
making the fashion world seem more realistic and closer to individual lives, the line 
between reality and the fashion fantasy world becomes almost indistinguishable and 
young girls strive to become a part of the fashion world. At the same time, there was a 
return of fashion photo shoots in the studio with close references to art photography 
and ‘New Wave’ cinema, where photographer was compared to a film director 
controlling the set, lighting and narrative (Kismaric & Respini, 2008). However, a 
more general tendency of fashion photography of the1990s was to blur the line 
between amateur and commercial fashion images. Professional photographers avoided 
conventional aesthetic and glamour of studio images instead producing photographs 
that seemed almost autobiographical, documenting their surroundings and friends – 
models (Kismaric & Respini, 2008). First published only in particular ‘alternative’ 
fashion magazines, as soon as snapshot style photographs were seen in such 
established magazines as the Vogue, they were translated as subversive and 
challenging because of too much realism within a glamorous genre, although in 
reality they were “as fabricated as any other fashion images, and inevitably became as 
mannered and self-conscious as the studio portraits they were replacing” (Kismaric & 
Respini, p. 39).  
It is suggested that the fashion photography of the early 1990s was confronted 
with stagnation and in need of new approaches, not only as product placement and 
depiction, but also as a possible commentator of wider concerns of society, thus 
moving towards stylistics of documentary photography and photojournalism 
(Smedley, 2000). According to Elliot Smedley, this appearance of the fashion 
photography as documentary realism has led to misinterpretations in reading and 
perceiving of fashion images. Since the traditional role of fashion photography was 
(and arguably still is prevalent) to create fantasy world to which women could aspire, 
the new documentary style fashion photographs, that could be seen as a visual critique 
of the industry, were still accepted as an ideal to strive for. Many photographers of the 
1990s were accused of advertising unhealthy lifestyle with starvation and drug abuse 
for the young women (Smedley, 2000). Smedley emphasizes the radicalism of the 
1990s realism in fashion photography:  
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“This was a realism never witnessed before within fashion photography. By 
breaking completely with tradition, it exceeded the confines which the 
unspoken politics of fashion had placed upon photography in the past, and thus 
called into question not only its role in the portrayal of the fashionable, but in a 
far wider social context” (Smedley, p. 147).  
 
Smedley elaborates on the work from the 1990s of fashion photographer Corinne 
Day, as an example that illustrates challenging and questioning the role of fashion 
imagery and fashion industry at large. Corinne Day, an ex-model who became a 
photographer, rejected construction of ideal images that celebrate conventional 
beauty; she rather chose more ‘unprofessional’ approach of snapshots depicting her 
model friends in their ‘real’ environment (Smedley, 2000). The series of photographs 
from The Third Summer of Love for The Face magazine from July 1990 depict Day’s 
close friend Kate Moss, who was not yet a ‘supermodel’ (fig. 53, 54). In the sequence 
of photographs Day captures Moss’s playfulness, youthful energy and freedom, 
creating an atmosphere of friends’ day trip to the beach:  
 
“Day’s images neither empower nor undermine Moss’s sexuality, which 
remains passive; this is an image of a woman taken by a woman. The intimacy 
that is apparent within them, and the natural surroundings within the image, 
deflect any erotic interpretation and resemble more a private, unstaged moment 
being acted out before the camera – like a snapshot in a family photo album” 
(Smedley, p. 148).  
 
Natural surroundings within the image and friendly intimacy between two women can 
be also seen in Demianova’s Tallinn Youth for Fader magazine from 2015 (fig. 55). 
This particular combination of two photographs of the young model almost resembles 
Day’s photographs of Kate Moss, except, once again, the young woman from 2015 is 
serious, dreamy and romantic, letting the wind playing with her hair; she emanates 
calmness rather than playfulness. In Day’s photographs of Kate Moss in the following 
years, Moss’s smile disappeared from her face and friendly playfulness was no longer 
the main subject of Day’s photographs. According to Smedley, being in fashion 
industry for a longer while, Corinne Day wanted to represent its darker aspects of 
treating the models, their loneliness, objectification and misfortune. Smedley 
addresses Day’s photo shoot for the Vogue from 1993 titled Under Exposure again 
featuring Kate Moss this time in a poorly furnished, cold apartment with television 
and windows as the only communication tools (fig. 56, 57) (Smedley, 2000).  
This could be seen as one of the starting points when fashion photography was 
criticised as an advertiser of drug culture, suggesting that ‘heroin chic’ is fashionable; 
articles on Moss’s private life in mass media gossip sections about her drug abuse, 
hyped the subject even more. Smedley, however, claims that such reaction to this 
particular photo shoot was caused by traditional perception of fashion photography 
mainly as the advertiser of the goods, and that Day’s purpose was to challenge the 
norms of fashion photography “breaking with previously accepted practices which 
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created these impossible ideals” (Smedley, p. 151). Although Smedley concludes that 
such reception of Under Exposure was mainly related to the fact that it was published 
in the Vogue (which is the icon of the establishment fashion industry) and not The 
Face, for example, it is indeed difficult to imagine that the most powerful fashion 
magazine would knowingly show their readers the negative side of the industry. The 
setting of the photo shoot “Lumpen Men Agency” for Dazed Digital magazine from 
2015 by Masha Demianova conveys a very similar atmosphere of Day’s Under 
Exposure – lonely young models with tired and helpless facial expressions sharing 
cigarettes in semi-abandoned empty rooms (fig. 58, 59). Nevertheless, Demianova’s 
photo shoot does not come that close to a documentary realism as Day’s photographs.  
 
 
Fashion photography in the Soviet 1960s and post-Soviet Russia. 	   It	   is	   quite	   common	   to	   read	   about	   Soviet	   society	   and	   Soviet	   fashion	   in	  particular	  and	  find	  descriptions	  of it as	  grey,	  dull	  and	  out-­‐dated,	  not	  innovative.	  However,	  there	  are	  several	  visual	  and	  fashion	  scholars	  who	  pay	  closer	  attention	  to	  examples	  of	  creativity	  of	  Soviet	  society.	  Researching	  development	  of	  fashion,	  taste	  and	  style	  of	  Soviet	  society	  can	  serve	  as	  a	  great	  background	  for	  positioning	  fashion	  photography	  of	  Soviet	  and	  post-­‐Soviet	  Russia.	  In	  a	  somehow	  similar	  yet	  very	   different	   manner,	   the	   1960s	   were	   a	   time	   of	   remarkable	   changes	   in	   the	  society	  that	  still	  appears	  to	  be	  important	  for	  contemporary	  Russia.	  The	  1960s	  in	  Soviet	  Russia	  are	  associated	  with	  Nikita	  Khrushchev’s	  policies	  of	  openness	  and	  reconstruction	   (Khrushchev’s Thaw). Competition	   between	   the	   West	   and	   the	  Soviet	  Union	  during	  the	  Cold	  War	  did	  not	  limit	  itself	  to	  the	  military	  innovations	  and	   industry,	   but	   also	   to	   the	   lifestyle	   of	   people.	   Possibilities	   and	   visual	  expression	  of	  people	  in	  their	  everyday	  lives	  were	  compared	  even	  on	  a	  personal	  level	  of	  politician’s	  wives	  which	  is	  immortalized	  in	  a	  famous	  photograph	  on	  the	  cover	   of	   Life	   magazine	   from	   1959	   depicting	   Pat	   Nixon	   with	   her	   Soviet	  counterparts:	   Mrs.	   Mikoian,	   Mrs.	   Khrushcheva,	   and	   Mrs.	   Kozlova (fig. 60)	  (Barlett,	   2010).	  Not	   only	   this	   photograph	  presents	   high	   contrast	   between	  Mrs.	  Nixon’s	   fashionable	   silk	   flower	  dress	   in	   combination	  with	  a	  pearl	  necklace	  and	  open	   ‘Hollywood’	   smile	   and	   Mrs.	   Khruscheva’s	   simplistic	   buttoned	   dress,	   but	  also	  a	  difference	  between	  Soviet	  women’s	  attitude	  towards	  fashion	  showing	  that	  
there were some, though limited, possibilities of choice and variety.	   
Limited choices and opportunities were historically embedded in Soviet society 
not only going back to the new Bolshevik ideology, but also during the time of class 
society of Russian Empire and high disproportion of very wealthy and very poor. 
Thus, going against riches and excess, modesty and simplicity was at the heart of 
revolutionary overturn of 1917. ‘Elimination’ of representatives of high culture 
nobility and intelligentsia gave way to low culture of peasants and workers, as a 
consequence of which “the main topics of media publications were the issues of how 
to civilize, and bring culture to, the relatively uncultured social classes” (Gurova, 
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2009, p. 73). By 1950s ‘bringing culture’ to people among other topics consisted of 
information how to choose and combine clothes and accessories, and most 
importantly, how to create a personal style in accordance to ‘Soviet taste’. Clearly, the 
notion of the Soviet taste was carefully thought through ideological aspects that 
resulted in manifestation of simplicity, modesty and functionality. Functionality was 
regarded as the most important aspect of clothing and Soviet women became very 
skilful in making and remaking clothes in order to use them for as long as possible. 
Sewing and embroidery skills of Soviet women went hand in hand with Soviet 
magazines for women, that were not fashion magazines per se, having sections with 
dress design templates. Magazines were considered as the main ways of spreading 
fashion in Russia in accordance with the Soviet style:  
 
“Several sets of rules for acquiring good taste were identified. The first set 
included rules related to the shape of the body and its surface. The second set 
included rules regulating the style of dress. The third set described rules setting 
up norms and practices for using dress in everyday life. The fourth set consisted 
of rules regarding the adoption-or not of Western dress practices and their 
relation to Soviet fashion” (Gurova, p. 81).  
 
Simplicity and the sense of measure were at heart of the Soviet taste. On the other 
hand, abundance of details, eccentricity and following trends were considered as an 
example of bad taste and hinted towards non-conformity and going against the official 
rules (Gurova, 2009). One of examples of such non-conformity to the official rules of 
style in Soviet Russia was subculture ‘stilyagi’ (stylish or style hunters) (fig. 61). It 
was a movement of young people in Moscow and Saint-Petersburg (then Leningrad) 
who were listening to the prohibited jazz music from the United States of America 
and by imitating the genre created their own particular version and interpretation of 
jazz and rock and roll music. It was sometimes possible to find the radio frequency of 
the radio station Golos Ameriki (The Voice of America) that transmitted jazz music. 
Soviet people who had some knowledge of English language would translate some 
sentences about how to dance twist, for example, to their friends, thus enabling the 
rotation of information amongst peers. Often there was contact with the West through 
foreign sailors, who regularly came to Leningrad, since it is a harbour city, or Soviet 
sailors who sometimes illegally brought music magazines, vinyl records and stories 
about life in the USA. The ‘stilyagi’ movement embodied fantasies of a lifestyle in 
the West. However, by trying to mimic the jazz listening youth of the USA, Soviet 
‘stilyagi’ created a phenomenon that did not really exist abroad to the extent they 
imagined. By the end of the 1950s when Khrushchev’s policies of openness and 
friendship with Westerners took place, ‘stilyagi’ as a movement disappeared and 
more people started to follow the fashion of the West, however, not forgetting the 
preferences of the Soviet taste.  
Youth Festival of 1957 in Moscow is still considered a groundbreaking event 
that celebrated the new openness towards the West. Within the context of the Youth 
Festival, Kristin Roth-Ey addresses the topic of Soviet young women in particular and 
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their gender roles and sexuality (Roth-Ey, 2004) (fig. 62). She describes that the 
festival  
 
“brought more than 30,000 foreigners from 131 countries to Moscow in late 
July and early August. As the largest, most expensive and most ambitious in a 
series of post-war international festivals sponsored by the communist-
dominated World Federation of Democratic Youth, the Moscow festival was a 
blowout – a two-week cultural, political and athletic extravaganza the likes of 
which no Soviet city had never seen” (Roth-Ey, p. 76).   
 
Surprisingly, not only friendship but also love and romance was advocated and even 
promoted through the Soviet and West media, making a slight comparison to the 
sexual revolution taking place in the 1960s. Of course the changes in the Soviet 
society were more modest, timid and more importantly, severely controlled by the 
government and civil groups of control, the Komsomol, who among other tasks were 
chasing ‘stilyagi’ or other non-Soviet looking people and cutting off their hair with 
scissors (Roth-Ey, 2004). Even though in general the Youth Festival of 1957 is 
remembered as celebrating friendship and unprecedented romantic love affairs 
between Soviets and foreigners, it also had negative consequences. Some of the 
Soviet girls that were caught having relations with foreigners were afterwards sent 
outside the city borders to the 101st kilometre – the outskirt of big Soviet cities where 
people of inappropriate behaviour were sent. At the same time, for the first time in 
decades, there was a suggestion of some kind of freedom and re-evaluation of gender 
roles.  
Differences in official attitudes towards gender roles, and roles of Soviet 
women in particular, were clearly illustrated in Soviet media that was used as a 
propaganda tool. One of the most prominent magazines for Soviet women was 
Rabotnitsa (The Working Woman), which adapted changes of the ‘new’ ideals of the 
1960s at the same time suggesting a certain stencil for Soviet women. As a contrast to 
Rabotnitsa’s cover images from 1920s and 1930s depicting individual strong woman 
achiever or small group of women working, reading or writing, Rabotnitsa of the 
1960s offered a more romantic image of femininity (fig. 63, 64, 65, 66):  
 
“Khrushchev particularly wanted to restore the Leninist norms of party life and 
to build a Soviet consumer heaven to prove the superiority of the socialist 
system. Romanticism and lyricism were conditions that were supposed to 
inspire young generations to social achievements and draw them away from 
material pursuits. Thus, covers of Rabotnitsa started to depict nameless women 
engaged in non-ideological activities with a distinct lyrical flavour. The cover in 
July 1960 showed a young woman in a forest picking wild strawberries. She 
appeared absorbed in her thoughts while in the background a mysterious fog 
created a romantic mood” (Tolstikova, 2004, p. 136).  
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Still celebrating achievements of hard-working Soviet women, Rabotnitsa combined 
the image of a working woman with a feminine caring wife and mother, thus creating 
the ideal of a Soviet woman (Tolstikova, 2004). The role of media and magazines in 
particular as great influencers and educators of Soviet public held its position during 
decades to follow and was still persistent in the 1990s after the collapse of the Soviet 
Union. The idea of a magazine as an educator was very familiar to the Soviet public, 
thus when a new educator arrived to post-Soviet Russia in a form of Vogue magazine 
in 1998, it was guaranteed with success. Vogue was one of the first fashion magazines 
from the West entering the post-Soviet space radiating glamour, luxury and new 
possibilities, it showed Russian public images of fashionable looks to strive for.  
  In her article on Vogue in post-Soviet Russia, Djurdja Barlett analyses its role 
as an educator of the Russian public that was thirsty for fashion and connects its 
success to previously established Soviet media tradition (Barlett, 2006). As a contrast 
to representation and imagery of timid women of the Khrushchev’s 1960s, iconic 
fashion images of Western Vogue emphasized the importance and history of fashion 
industry, thus, when Vogue arrived to Russia it was mostly based on Western 
representation of fashion:  
 
“Almost all of Vogue’s visual references in the various fashion stories and 
features about fur, smart sports, films, cinema stars, and beauty icons belonged 
to Western iconography. Due to its backward past, Russia had yet to develop its 
own fashion industry and to establish its own creative contribution to the 
cosmopolitan world of international fashion, which was still dominated by the 
big players in Paris, Milan, and New York” (Barlett, p. 183-184).  
 
It is generally considered that there was no fashion photography as a genre in the 
Soviet Union even though there were some photographers who occasionally captured 
fashion models in the studio or catwalk to be published in advertisements in women 
magazines. Most of the Soviet photographs that depict fashion are anonymous 
photographs that “convey some of the spirit of the era, but they have no connection 
with international fashion photography, which speedily developed everywhere in the 
world” (Sviblova, 2005, p. 4). Perhaps one of the exceptions to this narrative was the 
Soviet photographer Peter Segalj (Пётр Сегаль) who actively worked in the 1960s 
and 1970s. His photographs were regularly published in women magazines and 
exclusive albums of fashion photography (Hartleben-Kurakina, n.d). He was one of 
the then called ‘photographers of models’ and a pioneer of outdoors fashion shoots 
capturing models in parks and on the streets (fig. 67, 68). Nevertheless, it is the late 
1990s that are considered a time of emerging Russian fashion photographers, who 
started to successfully compete with fashion photographers from the West (Sviblova, 
2005).   
Even before being officially launched in the post-Soviet space, Vogue realized 
and carried its role of an influencer especially within a context of new opportunities 
and sudden abundance of choices for Russian women in particular. For many of them 
this sudden freedom to wear and own designer fashion items from the West resulted 
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in a situation referred to as ‘the more the better’. For quite some time during 1990s 
newly rich post-Soviet Russians competed with each other in terms of who would buy 
the most expensive designer garment, because in their perception it was visual 
appearance that would clearly signify their new acquired status and demonstrate 
wealth and success. Going away from the shy and modest female ideal of the 1960s, 
Russian women appeared more sexualized and often even vulgar. In this context 
Vogue had a mission to redefine the sexual image of women without abandoning it 
altogether, since it “united the female body as a site of pleasure and a site of 
consumption” (Barlett, p. 189). Highly sexualized images of women are still as 
present in Russia as they are in the West. For instance fashion editorial “The 
Knowing” for Hellion Magazine from 2012 by a young Russian fashion photographer 
Nicole Demeshik presents a series of models dressed in black leather and lace in 
sexually charged poses accompanied by a snake, symbolically referencing ‘the 
prohibited fruit’ and notion of desire (fig. 69, 70, 71, 72).  
Bringing a certain set of rules of taste and style, perhaps in quite a similar 
manner as did Soviet women magazines, was crucial to avoid and transform 
flourishing apparel of the demimonde among Russian women. Even though these 
rules were transmitted to the readers through written texts and articles, fashion 
photography was the most powerful tool, since the majority of Russian public had to 
see the visual image to know how exactly they had to look. After several years, by 
2005 the mission of Vogue was accomplished and its public educated; it was at that 
time when Russian designers and fashion photographers were first published in Vogue 
Russia (Barlett, 2006) (fig. 73). Seen within a context of fashion imagery of the post-
Soviet 1990s and contemporary fashion photography in Russia, Demianova’s work 
truly stands out. In a contrast to sexualised depiction of models in glamorous and 
luxurious environment, Demianova depicts young women with rather casual everyday 
garments placing them in a more realistic environment, be it suburbs of big Russian 
cities or romanticised countryside and villages (fig. 74, 75).  
 
The 1960s and 1990s are considered as the pivotal decades in history not only 
on political but also on cultural levels. Changes that took place during the 1950s and 
were even more celebrated during the 1960s in fashion photography are considered as 
greatly enabling for further developments of the genre of fashion photography. At the 
same time, the 1960s in the Soviet Union also manifested a kind of spirit of freedom, 
but clearly on a different level. Partially based on the success of the 1960s, changes of 
approaches and challenges within fashion photography resulted in another crucial 
decade of change. Fashion photography of the 1990s largely positioned itself between 
documentary, art photography and cinema. Certain examples from the 1990s fashion 
photography raised heated discussions concerning depiction of women, advertisement 
of unhealthy lifestyle and more criticism towards fashion industry as such, whereas 
Western fashion in post-Soviet Russia of the 1990s just started to emerge. Fashion 
photography of Soviet and early post-Soviet Russia is mostly anonymous, and even 
though there are few examples of fashion photography during the 1960s and 1990s, it 
seems that only recently Russian fashion photography started to be acknowledged on 
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an international level. Young Russian and Western fashion photographers, among 
whom is Masha Demianova, seem to once again approach fashion photography from 
perspectives of originality and anti-establishment. Celebration of the youth and 
freedom as well as semi-realistic documentary approach showing loneliness and 
disenchantment of young fashion models is still present in contemporary fashion 
photography. Examples of Demianova’s fashion photo shoots show that 
contemporary fashion photography in Russia and the West can be seen as a social 
commentator, thus continuing the complex discussion on the genre of the fashion 
photography as such. 
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Conclusion 
 
Women representation in mainstream fashion photography is still greatly 
influenced by the gender normativity and gender codes, which were extensively 
elaborated on by sociologist Erving Goffman in the 1970s. In the first chapter, it was 
interesting to trace some of these gender codes back to the traditional European nude 
oil painting, where women mostly were represented as sexualized, available, inferior 
and subordinate to the powerful male gaze. Nowadays, however, the attention towards 
the female gaze in fashion photography seems to reemerge again after its peak during 
the second wave of feminism of the 1970s. Some examples of fashion photography by 
Masha Demianova can be seen as addressing and challenging the gender normativity 
of women representation. For example, Demianova’s Suburbia (fig. 1, 14) that depicts 
a young woman in sportswear employing relaxed yet focused and empowered poses 
not only suggests physical, but also emotional strength and independence thus 
connecting it to some ideas of feminism.  
The relation of the concept of the female gaze and the notion of the feminism as 
such were reviewed in the second chapter. After researching, comparing and 
contrasting history of feminism in Russia, it became clear that in a context of 
contemporary feminism, the term of feminism itself has quite a pejorative notion in 
Russian society. Moreover, contemporary feminism as such sometimes seems 
ungraspable and torn between third wave and post-feminism. One of the most 
significant insights that I gained during this research was the extensive analysis of the 
situation of contemporary feminism by Angela McRobbie, who suggests that masking 
patriarchal ideology and turning away from feminism, is a global tendency. It seems 
that contemporary feminism in the West to a great extent has lost its political activism 
and became one among many products of consumption. In Russian society, on the 
other hand, feminism is associated with the “double burden” of the Soviet period, 
when women had to excel in their work and household. Developments of feminism in 
Russia seem to be particularly historically and socially complex and that is the reason 
why in my personal opinion fashion photographs of a young Russian photographer 
Masha Demianova are the most interesting and telling examples for the topic of this 
thesis. Russian Seasons for Opening Ceremony (fig. 44, 45, 46, 47) in particular 
illustrates Russian background and gender relations depicted in Demianova’s work.   
Like it was started in the first and second chapters, the third chapter discussed 
the problematic issues of the genre of fashion photography that mostly lies within its 
main role as an advertiser of fashionable garments to the customers in more detail. 
The visual scholar Eugenie Shinkle examines fashion photography as one of the 
significant visual documentation of different cultures. So-called “youthquake” of the 
1960s and realist revolution of the 1990s are considered as crucial developments of 
fashion photography, that not only influenced styles and techniques within the genre, 
but also the perception of fashion images by the public (for instance, the criticism of 
“heroin chic”). As it can be seen in visual examples, changes that took place during 
the 1960s and 1990s have a great impact on contemporary fashion photography. 
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Fashion photographs of Masha Demianova comment and sometimes directly display 
the youth and movement of the 1960s (fig. 51, 52) and realism of the 1990s (fig. 58, 
59), placing them within the Russian context. Among other photographers that mostly 
work outside the mainstream fashion, the photographs of Masha Demianova could be 
considered as signaling and challenging the norms of women representation in 
contemporary fashion photography. Even though there is more attention towards the 
role of the fashion photography than it was before, a further research on the impact of 
fashion photography and women representation and identity may prove to be very 
promising. 
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Figure 2. Romina Ressia, Childhood, 2015           
Figure 1. Masha Demianova, Suburbia, for The 
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Figure 3. Miles Aldridge, Mannequin Thriller, 2013 for Vogue Italia 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 4. Miles Aldridge, Mannequin Thriller,  
2013 for Vogue Italia 	  	  
 
 
 
 
 
 
 
 
 
 
 
Figure 6. Alessio Bolsoni, Ordinary Accidents for Gray Magazine, 2012 
 
Figure 5. Ellen Von Unwerth, Barbie, 2015 for 
Vogue Japan  
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Figure 7. Masha Demianova, The Lady Don’t Mind for U+Mag, 2014 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 8. Deborah Turbeville, from Emanuel 
Ungaro photo-shoot for Vogue in France, 
Chateau Roray, 1984 
 
Figure 9. Diego Velázquez, Rokeby Venus, 
1647 
 
 
Figure 10. Francisco Goya, The Clothed Maja, 
1798-1805 
 
Figure 11. Francisco Goya, The Nude Maja, 
1797-1800 
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Figure 14. Masha Demianova, Suburbia, for The Calvert Journal, 2013 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 12. Emma Summerton, Vogue Australia, 
2014 
Figure 13. Boo George, Vogue Australia, 2016 
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Figure 17. Barbara Kruger, Untitled: Your Body Is a Battleground, 1989  	  	  
Figure 16. Barbara Anastacio for Versace, 2013 
 
Figure 15. Barbara Anastacio, Wildcat 
for Fiasco Magazine, 2011 
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Figure 18. Masha Demianova, Domestic Exile for Open Lab magazine, 2015 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
Figure 19. Masha Demianova, Domestic Exile for Open Lab magazine, 2015 	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Figure 20. Beyonce Knowles concert, 2014 
 
 
 
 
 
 
 
 
 
 
 
Figure 21. Feminism: The Radical Notion that 
Women are People t-shirt from H&M 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 23. 
Cover of Time magazine, 1998 
 
 
 
 
 
 
 
Figure 22. Girl Power t-shirts 
Figure 24. Emma Watson in ELLE 
magazine This is 
What a Feminist Looks Like, 2014 
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Figure 25. Ralph Lauren advertisement for 
women suit, 1980 
Figure 26. Louis dell'Olio for Anne Klein, 
1989  
Figure 27. JamieNelson for Shape 
magazine, October 2012 
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Figure 28. Marta Bevacqua, Le Metro for 
Hacid Magazine, 2014 
Figure 29. Channel fashion show, 2015 
Figure 30. How to cure a Feminist from 
Maxim magazine, 2003 
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Figure 31. Victor Demarchelier, Vogue Mexico, 2015 
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Figure 32. Masha Demianova, Bodily Solitude for Port Russia magazine, 2016 
 
 
Figure 33. Masha Demianova, Bodily Solitude for Port Russia magazine, 2016 
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Figure 34. Down with domestic 
slavery poster, 1924 
Figure 35. Equal and voting and 
election rights of Soviet women 
poster, 1930s 
Figure 36. Women of Socialist 
countries have equal rights poster, 
1930s 
Figure 37. Soviet Woman 
– an active participant of 
political, cultural and 
domestic spheres of the 
country poster, 1930s 
Figure 38. Celebration of 
the Mother Hero poster, 
1930s 
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Figure 39. Masha Demianova, Bodily Solitude for Port Russia magazine, 2016 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 43. Andrey magazine 
cover, 1991 
Figure 40. Interdevochka film poster, 1989 
Figure 41. Little Vera film 
poster, 1988 
Figure 42. Om magazine 
cover, 1995 
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Figure 44. Masha Demianova, Russian Seasons for Opening Ceremony, 2014 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 45. Masha Demianova, Russian Seasons for Opening Ceremony, 2014 
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Figure 46. Masha Demianova, Russian Seasons for Opening Ceremony, 2014 
 
 
 
 
Figure 47. Masha Demianova, Russian Seasons for Opening Ceremony, 2014 
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Figure 49. David Bailey, Jean Shrimpton with 
Teddy bear, 1962 
Figure 48. Ronald Treager Twiggy on a mini-
bike, 1967 
 
Figure 50. Cover of Vogue, 1960, 1963, 1995 
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Figure 51. Masha Demianova, Pure Joy Fashion Campaign FW’12, 2012 
 
 
 
 
Figure 52. Masha Demianova, Pure Joy Fashion Campaign FW’12, 2012 
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Figure 55. Masha Demianova, Tallinn Youth for Fader magazine, 2015 
Figure 53. Corinne Day, The Third Summer of 
Love, 1990, The Face 
Figure 54. Corinne Day, The Third Summer of 
Love, 1990, The Face 
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Figure 58. Masha Demianova, Lumpen Men Agency for Dazed Digital magazine, 2015 
 
Figure 56. Corinne Day, Under Exposure, 
1993, Vogue 
Figure 57. Corinne Day, Under Exposure, 
1993, Vogue 
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Figure 59. Masha Demianova, Lumpen Men Agency for Dazed Digital magazine, 2015 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 60. Life magazine cover  
August, 1959 
Figure 61. Stilyagi dancing Twist in Moscow, 
1959 
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Figure 62. Youth Festival in Moscow, 1957 
Figure 63. Rabotnitsa cover, 1932 
Figure 66. Rabotnitsa cover, 1995 
Figure 64. Rabotnitsa cover, 1995 
Figure 65. Rabotnitsa cover, 1992 
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Figure 67. Peter Segalj, 1972 Figure 68. Peter Segalj, 1973 
Figure 69. Nicole Demeshik The Knowing for 
Hellion Magazine, 2012 
Figure 70. Nicole Demeshik The Knowing for 
Hellion Magazine, 2012 
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Figure 71. Nicole Demeshik The Knowing for 
Hellion Magazine, 2012 
Figure 72. Nicole Demeshik The Knowing for 
Hellion Magazine, 2012 
Figure 73. Egor Zaika Russian Century Vogue 
Russia, 2005 	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Figure 74. Masha Demianova, Suburbia for The Calvert Journal, 2013 
 
 
 
Figure 75. Masha Demianova, Russian Seasons for Opening Ceremony, 2014 
 
 
 
 
 
 
